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IGOR STRAVINSKY
(1882-1971)

The Flood (1961-62)

A Musical Play

D] Prelude:

“Te Deum laudamus”

(chorus, Narrator, God, Lucifer/Satan)

[2] Melodrama:
“In a worm’s likeness will he wend”
(Narrator, Satan, God, Noah)

[I] The Building of the Ark (Choreography)
[orchestra]

[3 The Catalogue of the Animals:
“The Lord bade that I should bring”

(Noah, Caller)

H] The Comedy (Noah and his wife):

“Wife, come in!”

(Noah, Noah’s Wife, Noah’s Sons)

d] The Flood (Choreography)
[orchestra]

0 The Covenant of the Rainbow
“A Covenant, Noah, with thee I make”
(God, Noah, Satan, Narrator, chorus)

Lucifer (Satan) PETER HALL, tenor

God DAVID WILSON-JOHNSON, bass-baritone

STEPHEN RICHARDSON, bass

SPEAKING PARTS:

Narrator MICHAEL BERKELEY
Noah BERNARD JACOBSON
Noah’s Wife LUCY SHELTON
Caller PETER HALL
Noah’s Sons Soloists of New London Chamber Choir

New London Chamber Choir
(James Wood, director)

[21 ’17]

[5’49]

[3’49]
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[1’32]

[1’35]

[2’34]

[3’26]
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Abraham and Isaac (1 962-63) [1 1 ’1
8]

A Sacred Ballad

for baritone and chamber orchestra

“Vay’hi ahar hadvarim ha’eleh v’ha’Elohim” [3’23]

(“After these things God tested Abraham”)

[i^ = 1 32; score page 1 0]

[9] “Vayikakh Avraham et atze ha’olah” H’21]

(“And Abraham took the wood of the burnt offering”)

[J) = 120 Meno mosso; p.10]

S “Vayi sa Avraham etenav vayat v’hineh” [3’34]

(“And Abraham lifted up his eyes and looked”)

[Meno mosso = 72; p.1 9]

DAVID WILSON-JOHNSON, bass-baritone

0 Variations (1963-64) [5’04]

Aldous Huxley in memoriam

Requiem Canticles (1965-66) [14’27]

for contralto and bass soli, chorus and orchestra

HI Prelude
[orchestra]

HI Exaudi
.

’38]

(chorus)

HI Dies irae [0’52]

(chorus)

HI Tuba mirum ["I

(bass)

H Interlude
[3 ’08]

[orchestra]

HI Rextremendae [‘I’‘I3]

(chorus)

H Lacrimosa ’^9]

(contralto)
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STRAVINSKY: THE FLOOD • ABRAHAM AND ISAAC
VARIATIONS REQUIEM CANTICLES

WUORINEN: A RELIQUARY FOR IGOR STRAVINSKY

Compared to the expansive introspection of

Beethoven’s Late Quartets, or to the virtuo-

sic finale of Verdi’s career, Falstaff, Stravinsky’s

late works seem hermetic and arcane, a musical

micro-chip. As a young composer in the early

1970s, roaming in the musical world of Babbitt,

Boulez, Carter and Stockhausen, I was both

excited and puzzled by them. The newest works
- following Stravinsky’s much heralded conver-

sion to serial and twelve-tone procedures - used

a syntax similar to those and other contemporary

composers, but their inimitably Stravinskian

notes, chords (or simultaneities, as we liked to

call them) and orchestral combinations instantly

joined the opening chord of the Symphony of

Psalms as authentic icons of 20th-century musi-

cal thought. Tracing a pathway through Stra-

vinsky’s work from Petrushka (1911) to The
Rake’s Progress (1951) to the Variations (1964)

induces a peculiar sense of amazement: how
could someone miraculously transform himself

in each new piece over the course of so many
decades yet still remain so much the same?
The pared-down, bleached-bone orchestral

effects of his late works reveal the clear, radiant

nature of Stravinsky’s musical mind. It is as if the

primeval energy of the Rite of Spring, the elegiac

lyricism of Orpheus and the stark spirituality of

Threni had been compressed into the most com-

pact of utterances, so that a single note has the

effect of a depth charge - Stravinsky comment-
ed that in The Flood he used only one or two
notes to punctuate each stage of the Creation.

Each of the late works has its own particular

rhythm and bears its own intervallic signature. It

takes some effort to understand them -
1 first lis-

tened a dozen times to Abraham and Isaac

before the work made a dent in my musical con-

sciousness. Then I began to anticipate passages
eagerly, the way I would in any work I loved.

There is no particular secret to understanding

the language of Stravinsky’s late works, or “the

new poetry” as he himself called it, other than

repeated listening.

Of the four works included here. The Flood, com-
posed in 1961-62, is the earliest. It was commis-
sioned by CBS Television for a “dance drama”
entitled Noah and the Flood in its telecast pre-

miere on 14 June 1962. The choreography was
by George Balanchine; the text was chosen by

Stravinsky’s friend and assistant Robert Craft

from the York and Chester cycles of miracle

plays and from the Book of Genesis. Although

Stravinsky was intrigued by the medium of tele-

vision, the result was not a great visual success.

I saw the broadcast myself when I was 1 8 and
can still recall dim lighting, obscure dramaturgy

and numerous shampoo commercials. But the
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music itself is brilliant and full of invention, and it

creates its own drama.

The orchestral Prelude out of which instrumental

groupings emerge from a mist of tremolando

strings is striking, as is the subsequent “musical

Jacob’s Ladder” - as Stravinsky called it - of

plucked harp notes and ascending phrases

passing from English horn to oboe to flute up to

the piccolo. A choral Te Deum precedes six short

sections in which the drama is swiftly played out.

Noah, his wife, their sons, a narrator and a caller

are all speaking parts. Lucifer, later Satan, was
written for “a high, slightly pederastic tenor,” as

described by Stravinsky before the advent of

political correctness. Finally, God has a large

role, accompanied at each appearance by bass

drum, cellos, contrabasses, harp and piano. The

part is sung as a duet by two basses, thus avoid-

ing Hollywood anthropomorphism. There is mar-

vellous tone painting in the choreographic “The

Building of the Ark,” with its variety of hammer-
ing sounds, repeated brass chords, short, dry

attacks in the strings, and wooden clacking in

the xylorimba, tom toms and timpani. “The Cata-

logue of the Animals,” which Stravinsky the ani-

mal lover must have taken special pleasure in

composing, and “The Comedy,” between Noah,

his reluctant, shrewish wife and their sons, are

followed by the music of the Flood itself, the cen-

terpiece of the work. It is in the form of a large

palindrome and evokes the eddying of the turbu-

lent waters, though Stravinsky himself referred to

this music as imitating “a time experience that is

terrible and that lasts.” After “The Flood” comes
a kind of retrograde of the opening, entitled “The

Covenant of the Rainbow.” God, Noah and

Satan each sing in turn, followed by a choral

Sanctus and reprise of the opening Te Deum.

This dissolves into pianississimo, a beautiful

compositional touch, and the work concludes

with a final statement of the Stravinskian

“Jacob’s Ladder.”

Abraham and Isaac, begun in 1962 and complet-

ed on 3 March 1963 is subtitled “A Sacred Bal-

lad for Baritone and Chamber Orchestra,” and is

dedicated to the people of the State of Israel. It

is a setting of 19 verses from chapter XXII of

Genesis, in the original Hebrew, as ten musical

units played without pause. The baritone nar-

rates the story and also assumes the voices of

God, the angel of the Lord, Isaac and Abraham
himself. Stravinsky sometimes indicates these

changes of persona in the vocal dynamics. Al-

though the setting is mainly syllabic, there are

passages in which the vocal line becomes high-

ly melismatic, and others where words are

repeated as a refrain, the most beautiful of these

being the treatment of vayomer (“and he said”),

in a dialogue between Abraham and Isaac. There

are no orchestral tuttis, and only a few instances

where the whole family of strings or brass is used

at the same time. Not once is the full comple-

ment of winds employed. The texture is general-

ly soloistic and contrapuntal. Often the accom-

panimental lines pass from one instrument to

another, as a kind of super-melody, which results

in striking timbral effects; in the middle of the

opening verse, for example, the instrumental col-

ors shift on shared pitches from bass trombone

to tenor trombone to bass clarinet to bassoon.

There are numerous rhythmic and structural

devices to frame the textural settings, among
them five canons differing in length, type and

instrumentation. The final page is perhaps the
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most touching in the entire work, depicting Abra-

ham’s return to his ordinary life in Beersheba
after the tumultuous challenge to his faith.

The orchestral Variations (Aldous Huxley in

Memoriam) were begun in 1963 and completed
on 28 October 1 964. They call for a large orches-

tra, but with the instruments used mainly as fam-

ilies - strings, woodwinds, brass - or as individu-

als, such as the flutes, bassoons, trombones,

strings for the fugato in the tenth variation; and in

the three remarkable 12-part polyphonic varia-

tions, 12 violins, then 10 violas and 2 contra-

basses, finally 1 1 woodwinds and horn.

With a performing time of only some five min-

utes, the twelve Variations present different

views of the same background material, for-

wards, backwards, inverted, in constantly shift-

ing and varied orchestral settings, from extend-

ed multi-colored monody to monochromatic
polyphony. There is no theme as such, but the

opening statement is rich in gestures, rhythmic

and intervallic motives that echo throughout the

piece in a subtle, non-literal way. One first begins

to notice how the string chords and bass clarinet

note which end the work recapitulate the gesture

and rhythm of the opening. Other moments
catch one’s ear: the solo flute’s jazzy phrases

coming after the twelve-part variations for lower

strings is in the same rhythm as the opening

brass chords - a fresh start. The phrases for the

flutes that follow end on a chord whose top three

notes are a transposition of the horn chord of the

opening, with the same bass note in the bass
clarinet - a play on notes. The Variations are

replete with such allusions. I always imagine that

Stravinsky discovered these things himself after

he had composed them - with the sense of joy

and humor that comes from catching up to one’s

own invention.

Stravinsky called his Requiem Canticles the first

mini- or pocket-Requiem. Composed in 1965-

66, it was his last completed work with orches-

tra. The text is a selection from the Introit and
Sequence with the whole of the Libera me. There
are nine sections in this brief and affecting mas-
terpiece: a Prelude for strings and solo string

quartet (the cello doubled by the solo contra-

bass); “Exaudi”; “Dies irae”; “Tuba mirum”, with

baritone solo; an extended instrumental Inter-

lude, for flutes, bassoons, horns and timpani;

“Rex tremendae”; “Lacrimosa”, with contralto

solo; the Libera me] and an instrumental Post-

lude for flutes, single horn and percussion.

Requiem Canticles is the most accessible of

Stravinsky’s late works. Each of the sections is

clearly articulated - each is memorable. Stra-

vinsky’s genius is everywhere apparent: in the

pulsing music of the Prelude, the exquisite

phrasing of the flute music in the Interlude, the

solo vocal quartet against a background of cho-

ral chanting in the Libera me, the final, haunting

chords of the Postiude.

This recording also includes A Reiiquary for Igor

Stravinsky by the American composer Charles

Wuorinen. Stravinsky had made some brief

sketches for an orchestral work before he died.

In 1974, Robert Craft consulted a number of

people, myself included, about the right person

to design a work around these sketches, some of

which specified instrumentation, others of which
did not. Wuorinen, who loved Stravinsky’s late

music and who was very knowledgeable about
it, was invited to compose the work. A dinner

was arranged for him to meet with Craft and Mrs.
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Stravinsky in New York, to which I was also invi-

ted as a Stravinsky family friend and as a friend

and student of Wuorinen’s. Mrs. Stravinsky, then

in her 80s, was in a wonderful mood, still coquet-

tish and utterly charming. Wuorinen, meeting her

for the first time, was besotted. In fact, we all

were besotted with liberal doses of alcohol and

teetered out of the Stravinskys’ Fifth Avenue
apartment very late that evening. The next day

Wuorinen received the sketches, and in three

weeks of inspired composing, he completed the

composition on 28 January 1975.

I can’t think of another work quite like this one. It

is hardly comparable to Eric Fenby’s collabora-

tion with Delius, or Tibor Serly’s completion of

the last works by Bartok. Wuorinen’s Reliquary is

more like a structure built to contain sacred

icons. On first acquaintance one identifies some
familiar Stravinskian thumbprints: the passage

for trombones at the beginning of the work, for

example, evokes a similar passage in the Varia-

tions. There are other references, too, and in this

connection it is especially interesting to compare
the fragments orchestrated as Stravinsky himself

designated - these are identified in the printed

score - with the same fragments re-worked by

Wuorinen in his own distinctive orchestral style,

which often exploits the extremes of instrumen-

tal ranges. I would also direct the listener’s atten-

tion to Wuorinen’s own contribution to the piece,

which contains some of the finest music he has

composed. I am thinking in particular of the

impassioned and moving Lament for solo violin,

chimes, harp, piano and strings, and the coda.

Here Wuorinen’s string chords frame what was
the trombone music of the opening, now given to

the flutes, augmented, re-registered, and slightly

modified to produce a consonant ending. It is

beautiful music in its own right and, in its effect,

reminiscent of the postiude of Stravinsky’s

Requiem Canticies.

Peter Lieberson
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Born in 1952, the British composer OLIVER
KNUSSEN has emerged in recent years as the pre-

eminent composer/conductor of his generation. He
was until recently head of contemporary music at

Tanglewood, and is co-artistic director of the Alde-

burgh Festival and principal guest conductor of the

Residentie Orchestra in The Hague. In 1994 he was
invited to become an Honorary Member of the Amer-
ican Academy of Arts and Letters, and was made a

Commander of the British Empire.
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THE FLOOD

m Prelude

CHORUS
Te Deum laudamus,

Te Dominum confitemur.

Te aeternum Patrem

omnis terra veneratur.

Tibi omnes Angeli,

Tibi coeli et universae Potestates,

Tibi Cherubim et Seraphim
incessabili voce proclamant:

Sanctus, Sanctus, Sanctus

Dominus Deus Sabaoth.

Pleni sunt coeli et terra

majestatis gloriae tuae.

NARRATOR
And God said,

Let the waters under the heaven

be gathered together unto one place,

and let the dry land appear:

and it was so.

And God called the dry land Earth;

and the gathering together of the waters

called he Seas.

And God said.

Let the earth bring forth grass,

the herb-yielding seed,

and the fruit tree yielding fruit

after his kind,

whose seed is in itself

upon the earth.

And it was so.

And God said.

Let the waters bring forth abundantly

CHORUS
We praise you, O God,
we acknowledge you to be the Lord.

All the earth worships you,

the eternal Father.

To you all the angels cry aloud,

the heavens and all the powers,

to you Cherubim and Seraphim
continually cry out:

Holy, holy, holy

Lord God of hosts.

Heaven and earth

are full of the majesty of your glory.

12

the moving creature that hath life...

and God created great whales,

and every living creature that moveth,
and God blessed them saying.

Be fruitful, and multiply,

and fill the waters in the seas...

and God said.

Let the earth bring forth the living creature

after his kind...

And God said.

Let us make man in our image.

GOD
A skilful beast will I make.
After My shape and likeness.

The which shall worship to Me. Take...

Take thou now the spirit of Life

With the female thou shalt have to wife.

And receive you both your souls from Me;
Adam and Eve your names shall be.

NARRATOR
But God had created a power
next after Himself.

Lucifer, son of the morning,

whose pride will cast him out from heaven

and who, for revenge,

will deceive the mother of mankind.

GOD
I make thee master, mirror of My might,

I name thee Lucifer, bearer of Light.

NARRATOR
But Lucifer was vain,

Lucifer was proud,

Lucifer was ambitious.

LUCIFER
The beams of my brightness burn so bright.

Like a lord am I left to dwell in this light.

More fairer by far than my feres.

My power surpasses my peers...

I will be highest of Heaven!

Oh! What! Oh Deuce! All goes down!
Out, out, horror! helpless, hot, hot, hot.

NARRATOR
And Satan (Lucifer no more)

burns in bale and smothers in smoke
smouldering REVENGE.

SATAN
God made the world for love

And for love made He man
(thereat had I great envy).

I will, then, God betray.

Take from Him man, my prey.

To Paradise!

[I] Melodrama

NARRATOR
In a worm’s likeness will he wend.

SATAN
“Eve! Eve!”
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EVE
“Who is there?”

SATAN
“I, a friend.”

NARRATOR
...and the subtle serpent deceiveth Eve,

and Eve gave also unto her husband
of the forbidden fruit, and he did eat.

And God knew
that the serpent had beguiled Eve
and He cursed the serpent

and cursed the ground for Adam and Eve.

And the Lord

sent them forth from Eden.

GOD
I, God, that all the world have wrought.

See My people in deed and thought

Set foully in sin.

Man that I made I will destroy

With the beasts on the ground

And birds that fly.

For on Earth they bring Me no more joy.

And the evil must not multiply.

Noah, My servant, free.

That righteous man art as I see,

A ship soon thou shalt make thee

Of trees light and dry.

GOD
Noah, as I bid thee, do fulfil

Although thou hast but little skill.

NOAH
0 mercy. Lord! would’st Thou take heed!

1 am full old and out of heart

So that I dare do no day’s deed
Without great mastery on my part.

GOD
I shall thee succour and thee speed
And give thee health in head and heart.

Mankind shall be sunken for their sin.

NOAH
O Lord, Thy will shall ever be wrought

But of shipcraft know I nought.

GOD
Noah, I shall guide thee in all thy work.

Destroyed all the world shall be
Save thou; thy wife, thy sons three.

And all their wives also with thee

Shall saved be, for thy sake.

NOAH
Thy bidding. Lord, I shall fulfil.

NOAH
O mercy. Lord!

What may this mean?

14

[3] The Building of the Ark

0 The Catalogue of the Animals

NOAH
The Lord bade that I should bring

Of beasts and fowls that sing

Of every kind a pair.

CALLER
Here are lions, leopards in.

Horses, mares, oxen, swine.

Goats, calves, sheep and kine.

Camels, asses, men may find.

Buck, doe, hart and hind.

Beasts of all manner and kind.

Take here cats and dogs, too.

Otter, fox, fulmart, also.

Hares, hopping gaily, can go.

And here are bears, wolves set.

Apes, owls, marmoset.
Weasels, squirrels and ferret.

Still more beasts are in this house:

Here cats make it full carouse -

Here a rat, there a mouse.

Here are fowls large and small...

Herons, cranes thin and tall.

Swans, peacocks, together all.

Here are cocks, kites, crows.

Rooks, ravens, many rows.

Ducks, curlews, and Heaven knows.

Here are doves, digs, drakes.

Redshanks running through the lakes.

And each fowl that a song makes.

0 The Comedy (Noah and his wife)

NOAH
Wife, come in! Why stand’st thou there?

It is time to go or drown, that I swear.

NOAH’S WIFE
I see no need, though thou stay all day and
stare.

NOAH
(aside)

(Lord, that women be crabbed ay.

And never are meek, that I may say.

As is well seen by me today

In witness of you each one.)

Come in, wife, in twenty devils’ way...

NOAH’S WIFE
I will not come in today.

And I shall not drown.

Row forth, Noah, “save thy life”

But mind thee, find a new wife.

(She walks away.)

15



SONS OF NOAH
Mother, we pray you, all together.

Come into the ship for fear of the weather.

The flood is flowing in full fast.

For fear of drowning we are aghast.

(Noah’s wife enters the Ark.)

NOAH
Welcome, wife, into this boat...

NOAH’S WIFE
And have thou that for thy note!

(She boxes his ears.)

NOAH
(surveys the whoie scene about him)

The earth is overflowed with flood.

The Flood

m The Covenant of the Rainbow

GOD
A Covenant, Noah, with thee I make.

And with all thy seed, for thy sake.

NOAH
Sons, with your wives shall ye be stead.

And multiply your seed shall ye.

Your bairns shall then each other wed.

And worship God in good degree.

All beasts and fowls shall forth be bred.

And so a world begins to be.

16

SATAN
The forbidden act will forever disobey.
Through the quick chain of love to Adam
stay.

Though the salt tines of the punishing flood

And cleansing blood from a Redeemer’s
wound

Will drown its animal sound.

NARRATOR
And God blessed Noah and his sons
and said unto them.

Be fruitful and multiply,

and replenish the Earth.

CHORUS
Sanctus, Sanctus, Sanctus

Dominus Deus Sabaoth.

Pleni sunt coeli et terra

majestatis gloriae tuae.

Sanctus, Sanctus, Sanctus
Dominus Deus Sabaoth.

Tibi Cherubim et Seraphim
incessabili voce proclamant:

Tibi coeli et universae

Potestates,

Te aeternum Patrem omnis terra veneratur.

Te Deum, Te De...

CHORUS
Holy, holy, holy

Lord God of hosts.

Heaven and earth

are full of the majesty of your glory.

Holy, holy, holy

Lord God of hosts.

To you Cherubim and Seraphim
continually cry out:

to you the heavens
and all the powers;

all the earth worships you, the eternal Father.

We praise, we prai...
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ABRAHAM AND ISAAC

[E Vay’hi ahar hadvarim ha’eleh v’ha’Elohim

nisah et Avraham vayomerelav Avraham
vayomer hineni.

Vayomer kahna et binha et y’hidha, et

y’hidha asher ahavta et Yitzhak, v’lech I’cha

eleretz Hamoriya v’ha’alehu sham I’olah al

ahad heharim asher omar elecha.

Vayashkem Avraham baboker vayah.avosh

et h.amoro vayikah. et shney n’arav ito v’et

Yitzh.ak b’no vay’vaka atze olah vayakam
vayelech el hamakom asher amar lo

ha’Elohim.

Bayom hashlishi vayisa Avraham etenav

vayar et hamakom merah.ok.

Vayomer Avraham el n’arav sh’vu lachem
poh im hah.amor v’ani v’hana’ar nelcha ad

ko v’nishtah.aveh v’nashuvah aPechem.

[E Vayikakh Avraham et atze ha’olah vayasem
al Yitzh.ak b’no vayikah. b’ya do et ha’esh

v’et hama’achelet vayelchu shnehem
yah.dav.

Vayomer Yitzhak el Avraham aviv vayomer
avi; vayomer hineni b’ni vayomer hineh

ha’esh v’ha’etzim v’ayeh haseh I’olah.

Vayomer Avraham Elohim yireh lo haseh

I’olah b’ni. Vayelchu shnehem yahdav.

After these things God tested Abraham, and
said to him, “Abraham!” And he said, “Here

am I.”

He said, “Take your son, your only son Isaac,

whom you love, and go to the land of Mori’ah,

and offer him there as a burnt offering upon one
of the mountains of which I shall tell you.”

So Abraham rose early in the morning, saddled

his ass, and took two of his young men with

him, and his son Isaac; and he cut the wood for

the burnt offering, and arose and went to the

place of which God had told him.

On the third day Abraham lifted up his eyes and
saw the place afar off.

Then Abraham said to his young men, “Stay

here with the ass; I and the lad will go yonder
and worship, and come again to you.”

And Abraham took the wood of the burnt

offering, and laid it on Isaac his son; and he took

in his hand the fire and the knife. So they went
both of them together.

And Isaac said to his father Abraham, “My
father!” And he said, “Here am I, my son.” He
said, “Behold, the fire and the wood; but where
is the lamb for a burnt offering?”

Abraham said, “God will provide himself the

lamb for a burnt offering, my son.” So they went
both of them together.
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Vayavo’u el hamakom asher amar lo ha’Elo-

him vayiven sham Avraham et hamizbeah
vaya’aroch et’ha etzim va’ya’akod et Yitzhak

b’no vayase’m oto al hamizbeah mima’al
la’etzim.

Vayishlah Avraham et yado vayikah et

hama’a’che let lishhot et b’no.

Vayikraelav malah Adonai min hashamayim
vayomer Avraham, Avraham vayomer hineni.

Vayomer al tishlah yadcha el hana’ar v’al

ta’as lo m’umah ki atah yada’ti ki y’reh Elo-

him atah v’lo hasachta et bincha et y’hidcha

mimeni.

HI Vayi sa Avraham et enav vayar v’hineh a’yil

ahar ne’ehaz basvach b’karnav. Vayelech

Avraham vayikah et ha’ayil va’ya’alehu I’olah

tahat b’no.

Vayikra Avraham shem hamakom hahu Ado-
nai yir’eh asher yeamer hayom b’har Adonai

yera’eh.

Vayikra malach Adonai el Avraham shenit

min hashamayim. Vayomer bi nishba’ti n’um
Adonai ki ya’an asher asitah et hadavar

hazeh v’lo hasachta et bincha et y’hidecha.

When they came to the place of which God had

told him, Abraham built an altar there, and laid

the wood in order, and bound Isaac his son,

and laid him on the altar, upon the wood.

Then Abraham put forth his hand, and took the

knife to slay his son.

But the angel of the Lord called to him from

heaven, and said, “Abraham, Abraham!” And he

said, “Here am I.”

He said, “Do not lay your hand on the lad or do
anything to him; for now I know that you fear

God, seeing you have not withheld your son,

your only son, from me.”

And Abraham lifted up his eyes and looked, and
behold, behind him was a ram, caught in a

thicket by his horns; and Abraham went and
took the ram, and offered it up as a burnt offer-

ing instead of his son.

So Abraham called the name of that place The
Lord Will Provide; as it is said to this day, “On
the mount of the Lord it shall be provided.”

And the angel of the Lord called to Abraham a

second time from heaven, and said, “By myself

I have sworn, says the Lord, because you have

done this, and have not withheld your son, your

only son.
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Ki varech avarech’cha v’harbah arbeh et

zar’acha k’chochve hashama’yim v’chahol

asher al s’fat hayam v’yirash zar’acha et

sha’ar oy’vav.

V’hit barchu v’zar’acha kol goye ha’aretz ekev

asher shama’ta b’koli.

Vayashov Avraham el n’arav vayakumu
vayelchu yahdav el B’er Shava va’yeshev

Avraham Biv’er Shava.

I will indeed bless you, and I will multiply your

descendants as the stars of heaven and as the

sand which is on the seashore. And your

descendants shall possess the gate of their

enemies,

and by your descendants shall all the nations of

the earth bless themselves, because you have

obeyed my voice.”

So Abraham returned to his young men, and
they arose and went together to Beer-sheba;

and Abraham dwelt at Beer-sheba.

Genesis 22, 1-19

SEPHARDIC PRONUNCIATION GUIDE
to the Transliteration.

Please

ch

e

g
h

t>

s

sh

y

note the following vowels and consonants:

n the German word ach
[1 weigh

ago
as in hope
slightly guttural, though not as guttural as ch

as in son
as in fish

as in yes

as in zeal

An apostrophe (’) after a consonant (e.g.V'ad) is a short

neutral vowel as in the first syllable of variety, or as in the last

syllable of the French word table ([9 ]
in the International

Phonetic Alphabet).
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REQUIEM CANTICLES

Prelude
n Praeludium

Exaudi
01 Exaudi

Exaudi orationem meam, ad te omnis caro
veniet.

H Dies irae

Dies irae, dies ilia

Solvet saeclum in favilla:

Teste David cum Sibylla.

Quantus tremor est futurus,

Quando Judex est venturus,

Cuncta stricte discussurus!

n Tuba mirum

Tuba mirum spargens sonum
Per sepulchre regionum.

Coget omnes ante thronum.

m Interludium

Gzi Rextremendae

Rex tremendae majestatis,

Qui salvandos salvas gratis,

Salva me, fons pietatis.

Hear my prayer, all flesh shall come before

Thee.

Dies irae

This day, this day of wrath

shall consume the world in ashes,

as foretold by David and the Sibyl.

What trembling there shall be
when the judge shall come
to weigh everything strictly.

Tuba mirum

The trumpet, scattering its awful sound
across the graves of all lands

summons all before the throne.

Interlude

Rex tremendae

King of awful majesty,

who freely savest those worthy of salvation,

save me, fount of pity.
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Lacrimosa

Lacrimosa dies ilia,

Qua resurget ex favilla

Judicandus homo reus.

Huic ergo parce, Deus:

Pie Jesu Domine,

Dona eis requiem. Amen.

Libera me

Libera me, Domine, de morte aeterna, in die

ilia tremenda:

Quando coeli movendi sunt et terra,

Dum veneris judicare saeculum

per ignem.

Tremens factus sum ego, et timeo,

dum discussio venerit,

atque venture ira.

Quando coeli movendi sunt et terra.

Dies ilia, dies irae, calamitatis et miseriae,

dies magna et amara valde,

(tutti parlando:)

Libera me, Domine, de morte aeterna, in die

ilia tremenda:

Quando coeli movendi sunt et terra,

Dum veneris judicare saeculum per

ignem.

Requiem aeternam dona eis, Domine: et lux

perpetua luceat eis.

Libera me.

POSTLUDIUM

Lacrimosa

Oh this day full of tears

when from the ashes arises

guilty man, to be judged:

oh Lord, have mercy upon him.

Gentle Lord Jesus,

grant them rest. Amen.

Libera me

Deliver me, O Lord, from eternal death in that

^ awful day
when the heavens and earth shall be shaken,

when Thou shalt come to judge the world

by fire.

I am seized with fear and trembling,

until the trial shall be at hand

and the wrath to come.

When the heavens and earth shall be shaken.

That day, that day of wrath, of calamity and

misery, a great day and exceeding bitter.

(spoken:)

Deliver me, O Lord, from eternal death on that

awful day
when the heavens and earth shall be shaken,

when Thou shalt come to judge the world

by fire.

Lord, grant them eternal rest; and let the

perpetual light shine upon them.

Deliver me.

POSTLUDE
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DIGITAL AUDIO

The Compact Disc Digital Audio System
offers the best possible sound reproduction - on a small,

convenient sound-carrier unit.

The Compact Disc’s superior performance is the result of

laser-optical scanningcombinedwithdigital playback,and is

independent of the technology used in making the original

recording.

This recording technology is identified on the back cover by
a three-letter code;

I
! Digitaltaperecorderusedduringsessionrecording,

' ' mixing and/orediting,and mastering (transcription).

I I

Analogue tape recorder used during session
' ' recording: digital tape recorder used during subse-

quent mixing and/or editing and during mastering

(transcription).

I

Analogue tape recorder used during session
' ' recording and subsequent mixing and/or editing;

digital tape recorder used during mastering (tran-

scription).

In storing and handling the Compact Disc, you should apply

the same care as with conventional records.

No further cleaning will be necessary if the Compact Disc is

always held by the edges and is replaced in its case directly

after playing. Should the Compact Disc become soiled by

fingerprints, dust or dirt, it can be wiped (always in a straight

line, from centre to edge) with a clean and lint-free, soft, dry

cloth. No solvent or abrasive cleaner should ever be used on

the disc.

If you follow these suggestions, the Compact Disc will pro-

vide a lifetime of pure listening enjoyment.
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Unauthorized copying, reproduction, hiring, lending, public performance and broadcasting prohibited
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